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In Galena, Kansas, we found a lonely old tow truck that most folks would pass by without a second glance. Our Head 
of Story Joe Ranft, however, saw beyond its rust and broken-down parts—he saw the inspiration for the character Mater, 
They soon became kindred spirits. Toe gave Mater his warmth, his sense of fun, his humble and generous spirit, and 
his capacity to see—and bring out—the best in others. 


There's a piece of Joe in every movie Pixar has ever made. But Joe was truly the heart of Cars. 










































One of the things that first drew me to computer 
animation was its potential to create worlds 
that don't actually exist—but boy. they sure 
look real. The more I worked with it. the more 
I realized that to take full advantage of the 
medium, you have to pay as much attention to 
the believable as you do to the unbelievable. 

Doing research on the subjects of our films 
has become a matter of principle for us. We 
care about all the little details. It comes out of 
respect not only for our medium but for our 
subject matter and for the people who watch 
our movies. We spend years on each film, and 
we want everyone in the audience to love and 
believe in the world we're creating as much as 
we do—especially the people who are already 
passionate about the subject. They're the ones 
who will know immediately when it's not right. 


When we started working on Cars. I knew that 
researching and getting the details right would 
be essential to the story. What surprised me 
was just how essential it turned out to be. The 
first time I drove on Route 66, what immedi¬ 
ately jumped out at me was the way you could 
see the story of each town—its rich history and 
the way that the modern world had bypassed it 
in order to save a few minutes of driving time. 
No movie set along the Mother Road could 
ignore that sense of history without completely 
robbing the setting of its soul. The spirit of 
Route 66 is in the details: every scratch on 
a fender, every curl of paint on a weathered 
billboard, every blade of grass growing up 
through a cracked street. Those details don't 
come for free in the computer—you have to 
create every single one. So you really have 
to pay attention and do your homework. 


We ended up doing more research for Cars 
than we'd done for any other project here at 
Pixar. What we learned helped us to create our 
movie. It permeated everything—the setting, 
the characters, and even the story. But it also 
became a journey with its own reward, one we 
wanted to share with you in this book. 

—Director 




Approval Stamp: .oey la^ue (John Lssseter s stepson|. Rubber Stamp 2x2 198/ 












John Lasseter, the Academy Award 1 ’-winning 
director of Cars and one of the founders of 
Pixar Animation Studios, was just a little boy 
growing up in Southern California when he loll 
hopelessly in love with the art of animation. 

"I absolutely adored the animation cartoons, 
but you have to remember that when I was a 
little guy there were no home video or cable 
channels, I got my big doses of animation in 
front of our TV on Saturday mornings or after 
school. I'd get up at the crack of dawn, get a 
bowl of cereal, and watch cartoons," As he 
fed his appetite for animated art, John also 
developed what would become a lifelong 
fascination with cars and all things automotive. 

"Slice open one of my veins and cartoons 
will pour out, and then open another vein 
and you'll get a flood of motor oil," is how 
he explains it. 


Sally: Bab Pauley. Pencil/Marher 17k 11 . m2. 


These twin obsessions—animation and 
cars—wore planted as a single seed in the 
youngster's fertile imagination. They took root, 
and decades later they blossomed as Pixar's 
feature film Cars. Those of us fortunate enough 
to know John are not at all surprised. An 
animated film starring only automobiles has 
always been one of Johns creative dreams. 

Bom in Hollywood in 1957—the year that gave 
us Jack Kerouac's novel On fiae Rood as well 
as the now classic "57 Chevy Bel Air—John 
was raised with his brother and sister in the 
suburban community of Whittier, east of Los 
Angeles, Chevrolet's advertisement for their 
latest model boasted, "You get more to be 
proud of in a Chevy!" The Lassefer family 
already knew all about Chevys since John's 
father, Paul, worked as a parts manager at 
Chevrolet dealerships in Whittier and nearby 
La Habra John inherited his Dad's car con¬ 
sciousness and as a teen held a part-time job 
at a dealership. 


When he wasn't watching customized muscle 
cars, hot rods, and lowridcrs strut their stuff 
on Whittier Boulevard—prime cruising in Los 
Angeles—John focused on other passions. 

With the help of his mother, Jewell, a high 
school art teacher for thirty-eight years, he 
fed his artistic side. 

"My mom always brought home extra paints, 
paper, and markers," recalls John, "so 1 was 
constantly creating little art projects. 1 was 
really blessed to be in a family that loved and 
supported the arts, including the art of anima¬ 
tion." At the tender age of five, John received 
a $L5 cash award from the Model Grocery 
Market in Whittier for a crayon drawing he had 
made of the Headless Horseman. 

As a high School freshman, John discovered 
Bob Thomas's book, The Art of Animation, a 
behind-the-scenes look at Disney's making of 
Sleeping Beauty. He instantly devoured the 
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book and realized that people actually made a 
living doing animation. Ho had found his calling. 

While still in high school, John became even 
more serious about studying art and drawing 
techniques. In his senior year he began cor¬ 
responding with the Walt Disney Studios and 
learned that they were establishing an anima¬ 
tion program with the California Institute of the 
Arts (CalArts). John applied and became the 
second student to be accepted into the start¬ 
up program. After four years of intense study 
with the masters of the medium at CalArts, he 
joined Disney for a successful five-year stint in 
the feature animation department- After leaving 
Disney in 1983, John joined a small computer 
graphics division of Lucasfilm, which was 
exploring making cartoons with the new tech¬ 
nologies they were developing, In 1985, this 
group was sold and Pixar Animation Studios 
was born. John was the studio's first animator. 

During the production of Toy Story John would 
commute each day from his home south of the 



San Francisco Bay Area to the studio in Point 
Richmond, often carpooling with Boh Pauley, 
a Pixar production designer. John soon discov¬ 
ered that Bob a Detroit native whose father 
worked as an engineer for Ford—was also an 
avowed car fanatic. During the long drives to 
and from the studio the two men talked almost 
exclusively about cars. 


break after nine straight years directing Pixar's 
first throe feature films, John and his wife, 
Nancy, loaded their five sons into a recreational 
vehicle and took oft on the open road. 


"I still can see Bob and John coming into our 
office after arriving at the studio, and John 
saying, 'One of these days we'll make a car 
movie/" recalls BUI Cone, another Pixar pro¬ 
duction designer, 

"I knew we had to do it, but I was also aware 
that making a car feature would be challeng¬ 
ing," says John. "But then, so is every subject 
we tackle at Pixar." 

Many of John s, experiences provided inspira¬ 
tion for the film Cara. The event that ultimately 
turned Johns dream into reality came in 1999 
after the wrap-up of Toy Story 2 „ Needing a 


"It was a very long journey, l took off for two 
months and we just drove. We made no plans 
and no reservations. We put our feet in the 
Pacific Ocean just north of the Golden Gate 
Bridge and headed east. Our only plan was to 
eventually dip our feet in the Atlantic, We just 
traveled across the country from coast to coast 
and took in everything. It was such a great 
adventure, but the true epiphany came in North 
Carolina one afternoon when 1 was about 
halfway through a rather bland taco at some 
chain restaurant. 1 suddenly realized that I 
could be anywhere in America and here I am 


Cars Pro duction Office Sign: Andy Dreyfus. Bill Cone [graphics! anc Japeth Pieper I paint |. Digital, 20E4. 
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eating a taco in North Carolina, when there's 
plenty of genuine barbecue all around us! Why 
cat Mexican food in barbecue country? We left 
immediately in search of a hometown eatery 
where the folks go to feast on a local staple 
great barbecue." 

It was a turning point for John. He had expe¬ 
rienced firsthand how America had become 
overrun with predictable, homogenous fran¬ 
chises. Now, after enjoying regional cuisine, 
he found himself searching for those special 
places that still offered the real thing. John 
also discovered that the trip was having an 
enormous impact on his family. "I realized that 
I had been working long hours and was begin¬ 
ning to lose touch with my children. My wife 
had warned me that one day I'd wake up and 
my kids would be off to college and I would 
have missed it. Being with each other on this 
road trip brought us closer together." 

All the way back to California. John thought 


about the movie he wanted to make. This time, 
when he walked into the studio, instead of say¬ 
ing, "One of these days . . John smiled and 
simply said. "Let's make our car movie." 

Inspired by his revelation in barbecue country 
with his family, John decided to make a film 
with cars as characters who experience the 
expected along the nation's superhighways, 
experience the unexpected along the back 
roads, and learn that the "journey in life is 
the reward." The film's concept was slowly 
coming together. 

At Pixar, research is a chief ingredient in every 
creative concoction. Each project presents its 
own challenges, but the extent of the research 
process—planning, questioning, gathering, 
sorting, sifting, synthesizing, and evaluat¬ 
ing—never varies. So whether a film is about 
toys, bugs, monsters, or fish, it takes curious 
people to gather knowledge and then interpret 
it. In Cars, the main subject proved to be as 


broad as the themes of previous Pixar films. 
Although John and the Pixar team knew a lot 
about cars, they also knew that making a fea¬ 
ture film about them would require plenty of 
research. 

"John is an absolute stickler for research," 
explains Production Manager Jonas Rivera. 

"It is really our bottom line—a key part of 
every film we do. Research is vital and really 
never ends." 

This film would be no exception. The Pixar 
team traveled the nation and watched every 
video and documentary they could find about 
cars and highways. In this book, you will see 
how the research they gathered at manufactur¬ 
ing plants, speedways, and automotive muse¬ 
ums, and on historic Route 66 itself, inspired 
the filmmakers and influenced the early visual 
development of the film. 


Highway Signs: tllen Moor Lee. Digits 200b 
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Sunrise in Radiator Sprigs: Hill Cone, Pastel/Digital, 2Q0b. 
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Like all of Pixar's films, the story of Cars comes 
from the heart of its director. On June 6, 1952, 

Walt Diisncy Studios released a short animated film 
called 5usie, the Little Blue Coupe. Its running time 
was just seven minutes and thirty-six seconds. Many 
years later, John Lasseter, a budding young anima¬ 
tion artist who wasn't even born until five years 
after Susto's debut r saw the film on a television 
rerun and was sa taken with it that it would stay 
with him forever. 

Like most good yarns, the movie's plot is simple. 

The Film follows the liFe of a small powder-blue car 
named Susie. We see Susie come off the □ ssem bly 
line and go I© the showroom. We follow her and 
her owner and their Happy relationship, which ends 
when he decides to trade Susie in For a younger 
model. Then we see Susie discarded at a second¬ 
hand !ot and ultimately Skid Row and the junkyard. 
Th ere she slays until her glorious rebirth when a 
youngster resurrects the forlorn Susie and transforms 
her into a snappy hot rod. It is the ultimate automo¬ 
tive rags-to-riches story. 


Crafted by legendary Disney story artist Bill Peet, 
directed by Clyde Geronimi, animated by Frank 
Thomas and Ollie Johnston, and narrated by the 
incomparable Sterling Holloway, this short film—a 
skillful blend of humor and pathos—illustrates 
Disney's expertise al giving sympathetic life to an 
inanimate abject, Susie, her friendly eyes blinking 
from her windshield, lives on as one of the warmest 
anthropomorphic machine cartoons on screen. John 
Lasse ter, who had First watched Susie in reruns on 
television and later studied the Film as an appren¬ 
tice animator, absorbed every moment. 

Decades later, during ‘he production of A Bug's 
Irfe, a distinctive automobile story would emerge 
and serve as inspiration in the early stages of 
Cars's development. Called The Yellow Car, this 
first attempt at an automotive story was deve oped 
by Pixarian Jorgen Klubien, a skillful artist and 
popular singer in his homeland of Denmark. The 
story Followed a little yd ow electric car living in a 
small town. Because of its differences, this character 
was disliked by the town's other cars, who were 
portrayed as suspicious a nd prejudiced. 


Susie, the Little Blue Coupe: Oi l reel. Pencil. 3 *3.5, liIm release 1952. 
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"In Denmark there has never been cor production 
because the country toe small/' says Jorgan. " v et 
in the 1 9fi0s some enthusiastic Folks got the idea 
of making a throe-wheeled one-person car that 
ran on electricity. They put it into production and 
it worked great in the city, but out on ihe highway 
it was too slow, People also thought the car was 
ugly. I thought the electric car was ahead of its 
time, and it struck me as odd that my Fellow Danes 
didn't agree. It reminded me of The Ugly Duckling 
by Hans Christian Andersen. This Famous Danish 
character wasn't accepted at first, but in ihe end it 
proved to be right on the money," 

The Ve/fovv Car was never produced. It proved to 
be too slim a story to wrap a Pixar feature film 
around, yet the concept remained a true inspiration 
For what was to follow—most notably the idea of 
a sma -town setting and the characters of Fillmore 
and Sarge. 


California dreaming [ 15 



Yellow Car StoryboariR: Jorgen ftlubien, Pencil, 1] xiS.b each, 199/. 





















































From the beginning everyone at Pixar called 
the new film project Cats. Thai was ihe name 
that would stick. It was an obvious choice, since 
all the film characters were to be automobiles. 
Naturally, of major concern to the creative team 
was what kinds of cars to choose for the charac¬ 
ter roles. 

Given that the race car has become the ulti¬ 
mate symbol ot our passion for speed, power, 
and uncompromising individuality. Las set er 
felt that a hotshot racing car would be an ideal 
candidate for the main character. Although the 
film would ultimately end Up including a large 
assortment of automobile makes, models, and 
types, the Pixar team made race-car research a 
top priority. 

"I told my wife I had to go to race after race for 
the good of Pixar," John jokes. "Even though we 
were creating an animated film, I wanted it to 
be authentic in every single detail," he explains. 
''We had to have exact model cars, the real 

Li£litniii£ McQueen: 3ab Pauley, FenciiyMarker. IQ.Zttxb, 2003. 


sounds of the engines and crowds, and the look 
and feel cf the racing world. We couldn't play 
fast and loose with the tacts. We had to do our 
homework," 

And so the Pixar team took to the fast lane. They 
made a beeline for the nation's leading race¬ 
tracks and got behind the scenes. They went to 
see how the cars are built by hand, learn about 
the sport's evolution, and meet daredevil driv¬ 
ers, pit crews, and die-hard tans. They went lo 
the tracks to hear the rumble and roar of power¬ 
ful engines and the din of the crowd cheering 
in the bleachers. They went lo smell burning 
rubber and spilled fuel and the smoke from a 
thousand tailgate grills. 

The team soon learned that car racing is a 
dangerous sport—perhaps the most danger¬ 
ous. They watched fearless drivers climb into 
three-thousand-pound race cars and reach 
track speeds of more than two hundred miles 
an hour. They witnessed huge crashes and the 


smaller mishaps that occur when cars race 
only inches apart in tightly packed groups. 

The team journeyed to racetracks in Las Vegas, 
Nevada; Sonoma, California; Bristol, Tennessee; 
and elsewhere. They went to Lowe's Motor 
Speedway in Charlotte, North Carolina—con¬ 
sidered in most racing circles the mother of all 
stock-car tracks. 

They met Richard Petty, the leader of a four- 
generation racing family who gave the sport thirty- 
five years o£ competitive racing before retiring 
in 1992. Petty's record of two hundred victories 
and seven championships stands as a tribute to 
the man known by his many tans as "The King," 

Not only did Petty prove to be an invaluable 
resource, but he provided voice talent for Cars 
as well. His character, a sleek 1970 Plymouth 
Superbird appropriately named "The King," 
is a role model for young upstart racers. Even 
though he has won more races than any other 
car in history. The King is still a down-home guy 
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Opening Race Storyboards; (1) (2). (3). 14). (7). [8). £8). (10), £11}. 112). £13). (14). £15). (16). (17>GareLt Sheldrew, Marker/Pencil. 9x 5. 2003-04 (5). (6). (13) Steve Purcell 
Marker/Peneit, 9 x 5.2004. (18) Hob Gibbs. Marker/Pa ncil. 9 x 5, 2004. ;20) Brian : ee, Marker/Pencil. 9 x i, 2003. Track Reference PhetegrajtliS: John Lasss+er, 2001. 
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who knows that: it takes more than trophies to 
make a true champion. 

The dedicated community of racing fans loft an 
indelible impression on the Cars production 
team. These are people who consider car racing 
a sacred weekend ritual. They drive lumbering 
RVs down boring interstate highways for days r 
sleep in tents, eat from ice chests, and sit in 
uncomfortable grandstand seals under a scorch¬ 
ing sun just to see their favorite driver make 
the rounds on Sunday afternoon, In the infield 
of the Lowe's Motor Speedway in Charlotte r the 
team met with two such devoted fans, named 
Mater and Larry, atop a small rise known as 
' Redneck Hill." Mater, the self-appointed mayor 
of Redneck Hill, and Larry gave the team an 
inside look at the fan world of racing. In fact, 
the team was so taken with these two that they 
included them in the film, in a cameo appear¬ 
ance as motor-home fans. Mater's name was 
also borrowed for another character, the lovable 
rusty tow truck who befriends McQueen. 


"What an education!" explains story artist Steve 
Purcell. "Rubbing elbows with the die-bard race 
fans helped us a lot. Just walking on the track, 
hearing the power of the engines, looking over 
the shoulders of the pit crews was so important. 
We even went to hockey and pro football games, 
not lor the games but to get a feel for the inten¬ 
sity of the screaming fans. Experiencing the rac- 
ing world firsthand added so much to this film's 
authenticity." Also, research gathered at the 
racetrack eventually led to the creation of the 
film's exhilarating opening scene built around 
the final race of the season—the Piston Cup 
Championship—complete with screaming fans 
and a photo finish. 

Back in California, John Lassetcr took racing 
lessons at Infineon Raceway from the expert 
instructors at the Jim Russell Racing School. He 
learned the basic techniques because he wanted 
to experience that special brand of exhilaration 
and adrenaline rush that only comes from motor 
sports, and he was striving for authenticity in 


the animation. He needed to know just how it 
feels to live loud. This, experience allowed John 
to provide spirited direction to Owen Wilson, the 
voice talent for Lightning McQueen, a hotshot 
race car who has only one thing on his mind—to 
be the fastest to the finish line. 



Trailer Graphics Craig Foster. Andy Dreytus. and Ellen Moon Lee graphic and Hob Pauley and Jay Shuster [layout], Digital, 20-05. 
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Race car Graphics; Craig Foster Andy Dreytus, and LHen Mmii Lse I graphics J 3rd 3ob Pauley and Jay Shuster llayuut], Digital, 20D5 
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Bob Pauley, (1) Pencil. ] 7 a 11; (2) Pencil/M a nicer, 11.5 k 7.5; (31 Mixed Nedra. 17*11; 2C 03 
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Lightning HcQue&nr Bab Pauley, Pencil, (1) 10.5 x 9, 2003: (2) 10 5 * &, 2003:13} 15.25 x. 10 2004: (4) 6 x 5, 2003. Storyboard; {5}Garelt Sheldrew [artl and Patrick Sterner|efTis^tsI Marker/Pnricil/Digilal Effects. 2004 

Sculpt Development: Jerome Rantt [sculpU and Bab Pauley [overlay), J7 r II, Sculpt/Dverlay. (&) 2003. (/) 20-3. (8) 20D4. 
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(1) Bob Poultry. Pencil 17 ?f 11, 2004. McQueen's Trailer: 12} Bob Pauley, Ancy Dreyfus, John Lee. Craig Foster, and Gory Schulte [inotlell. 
Athena Xenakis [shading], Digital, 20l)b. Mach and McQueen Storyboard: {3] Dan Scanlon, Pencil, 9 x 5,2D04. 


























































McQueen's Trailer: Jay Shuster. (1) Pen/Marker. lb.a x lO./b (2) Pencil. ]&./!>x 12.25,200* 
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Tile Ru&t-eze Tea III: Bob Pauley. I’encil/Marker. (!) 8 x 3.7b, (2} 10.2b x 3; 2003. (3) Craig Hester, Digital, 2D0b. [A) Jay Shuster, Pen/Marker, 1/ x 11 : 2D04. 
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The Dinoco learn: (1) "The King." Jerome Rant! [sculpt] and Bob Pauley [photograph |. 2003 (2) "The King ' Bob Pauley. Pencil. 16.5 x 10.5. 2004. (3) Andy Dreyfus [graphics 1. Bill Cone and 
Bob Pauley [layout], Digital, Z004. (4) "lhe King." Bsb Pauley, Pencil/Marker, ID./5 k 6. 2D0J. (a) Jay Shuster, Pen/Marker, 15.5 k 10. 20(14. (6) "Tex." Jay Shuster, Pen/Marker, 11 x 6. 2D03. 
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Chick Hicks: Jay Shuster. I’ei/Maiker, (Ij 1/.25 * 12.25, 2QM-, (2> 1/ x 11, 2m-. (3) 12.25 x ID, ZQD3; {5)1? x 11 |de:a l|. 2DQi. (4) Craig Hosier. Digital, ZOOi. 
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Race Announcers: (1) Brian Fee. Marker/Pencil. 9 *5. 2003. (2) "Bub Cutlass." Bsb Pauley. PenciI/Marker. 14.25* 7. 2004. (4) "Darrel Cartnp 
Jay Shuster. Fen/M arkei, 17 x 11, 20U5. (5) Jay Shuster, Fen/M a riser, IS.b s I D. 5. 2D04. PtStQIL Clljt Logfl: (3) Craig Foster, Digital. 2005. 
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Motorhome Fans: Bcb Pauley, Pencil, (1) l!>./5 x 5.5 (61 11 x 9./5 : 2033. Bob Pauley Pencil/Marker, (2) 14.5 x 9.5 | detail!, (3) 1/ x 11. (4) 16.5 x 7.5, (5) 12.5 x 8; 2003. Brian Fee, Marker/Pencil, (/) 11 x 8 5, (8) 11 x8 5. 2004. 
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Mia and Tia: (1) Bo: Pauiev- Peitci I/Marker, 9 x 5.25, Wu2. Fan Stickers: (2) Craig Foster, Digital, 20D4. 
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Motor Speedway Of the South: Jay Shuster, {1} Pencil,Marker, 15.75 a 9./5: (3) Pen/Marker, 16.5* 9.75; (3) Pen/Varker. 1D.5 x a./S; 2011*4. (?) Ellen Moon Lee and Boh Pauley. Digital. 2-05. 



































































































































































VtA 



©infieLO 

X T 


to A ft W 
■■■^ ^5 ^ L ? tJ " 

4-»U i-^.rr_. 


■ A'A.'A. 1 ' 

■; i= '-'J TT^r.J c e it 






© 


Los topics International Speedway: Boll Pauiey. ID Pencil. 15.5 * 6.75 [detain 2004: (2) Pencil 11.75 * 8 25. 2004: [3) Pencil. 17*11 [detail 1. 2003:14) Peit/Marker. 11.5 * 7.5.2003. Net McLaughlin. (5) Pencil. 12.25 i 9.75 

21)04: (6) Pencil/Marker 14 * 1Q.&, 20D4; -|B| Penc 1,16.!>0 x li 2D0b. (/) Nat McLaughlin joverlayj and Gary Schultz ImcdelJ PercH/Overlay, 17 x 11, ?0D5. <9| Ells-n Moon Lee. Craig Fester, Digital. 20Gb. 













































































“Automobile racing started when the second automobile was built.” 

—Richard Petty 




PIT STOP 


[miid^x^ood 



Pixar’s research about racing did not stop at the 
track. As the him team dove into the sport, they 
also reached into its history. The roots of stock-car 
racing are firmly anchored south of the Mason- 
Dixon line in the mountains of North Carolina and 
the hills and hollers of Apoalachia. For more than 
two centuries many folks in that region supplemented 
the r income by secretly making and peddling potent 
tax-free whiskey brewed by the light of the moon. 


By the time of Prohibition in the 1920s and 1930s, 
the business of "running moonshine" had begun to 
boom. The runners, better known as bootleggers, 
who illegally hauled the hooch to a growing cus¬ 
tomer base, became adept at driving cars loaded 
v/ith liquor. They thundered down twisting dark 
roads at breakneck speeds—the headlights off to 
avoid detection—with law officers or "revenuers" 
in hot pursuit. 

On Sunday afternoons, the daredevil drivers started 
racing each other just for fun. They would take their 
souped up standard coupes—modified to make 
them as speedy as possible—to cow pastures to 
see who had the fastest car. Wagers were made 
and a purse awarded to the winner. Large numbers 
of people started turning out to sec the moonshine 
cars in action, and a new sport was born— 
stock-car racing. 

Once considered exclusively a Southern tradition, 
this popular motor sport has gone national. ~oday 
speedways filled with fervent ‘ans *rom every 
walk of life dot the nation, from California to New 
England, and sleek high-tech cars consistently break 
new records. Pixar took in the rich history of stock- 
car racing and paid homage to it in the film by 
featuring models of actua cars from various eras 
racing side by side. 


Doc Hudson: Bol tacit. (1) deta 2003; (2) 10 ■ ?.5 [detail] 2003; (3) 1 (del li 2004. Doc Crew Chief 

Storyboards: (4) Steve Purcell Marker/Pencil, 9 x 5. 2004. (5) Caret: Sheldrew, tnk/Pencil 9 x 5, 2003. (6) Brian Fee Marker/Pencil, 9x 5 2004. 
Doc Hudson Racing: (Following Spread) Sill Cone Pastel. 18x8. 2004. 
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In order to leam everything there was to know 
about a Ufamobile#, the Pixar team realised they 
would need to go to the place that had become 
synonymous with cars—Detroit, Although the 
city may no longer be the world's leading auto 
manufacturer Detroit will always be the Motor 
City. A variety of Pixar animators and artists 
descended on the city, and with each trip they 
collected Invaluable data as they scrutinized 
every facet of automobile history, development, 
design, and technology. 

"Our Pixar team members absorb all types of 
information on research trips," says Joe Ranft, 
a longtime Pixarian and Head of Stoiy for Cars, 

' But what happens is that different things strike 
different members and not everyone sees a 
subject in the same light. That, of course, is 
just what needs to occur, so that later when we 
come home and regroup, we talk about what we 
encountered, and different perspectives emerge," 

During the North American International Auto 
Show, a phenomenal automotive gathering 

Doc HlldiO It: Bob Pauley. Penc if /Marker, 10.6 x 7.6 2DQJ. 


situated inside Cobo Center in downtown 
Detroit, the Pixar team devoted considerable 
time to experiencing all vehicle exhibits and 
demonstrations, which covered more than seven 
hundred thousand square feet of floor space. 
Along with thousands of automotive fans from 
around the globe, the team inspected the best 
the world's automakers had to offer, includ¬ 
ing fire-breathing super cars, new lineups of 
production and concept vehicles, and exotic 
glamour cars. The team also took in every¬ 
thing else related to autos that Detroit had to 
offer. They went to manufacturing plants and 
watched automobiles being designed and 
assembled, knowing they would soon be mak¬ 
ing animated cars ot their own back at the studio. 

Pixar conferred with some of the nation s 
most prominent aulo collectors, including Don 
Sommer, automotive specialties manufacturer 
and founder of the Meadow Brook Concours 
d'Elegance. This classic-car show features 
scores of the most lavish and expensive 


automobiles competing for awards in various 
□lasses. Unexpected details are the hidden trea¬ 
sures of research, and Pixar found gold in the 
refinements of these classic autos. Sommer's 
large collection of ornate hood ornaments so 
impressed the creative team that they integrated 
many into the film's environments, such as 
Willys Butte and Ornament Valley. 

Other noted Michigan car collectors Dick Kughn 
and his wife, Linda, proved a useful resource 
for the Pixar artists. The team spent hours 
roaming the Kughn s' private Carail Museum 
and a warehouse stuffed with mint-condition 
classic cars and other exceptional collectible 
Americana, including model trains, rare toys, 
gas pumps, and vintage signage. 

The Pixar team consumed Detroit. In studying 
every detail and nuance of the automobiles 
created there—past and present—they learned 
the fiber and fabric of this city that not only built 
cars but was also built by cars. 
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Age and Wear and Tear Charts: ha Kratrer, Mixed Media, (lj 2 D .5 x 10 . 75 , 0 30.25 x 10 . 25 ; 2004 . 
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Hob Pauley, Pencil,, (1) 9 *8 [detailj; (2). Jj.b x /.2a [detail]; 2003. CJ) Steve Purcell. Acrylic, 13 x 3.b. 2d02. (4f StEve Purcell | artj and Patrick SiemerleftectsJ. Marher/Pencil/Dijjital Ef+scts, 20D4. 
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Doc Hudson: Bob Pauley Pencil. ( 1 ) 9 * 3 [Mail], ( 2 ) 15 k 9.75 ( 3 ) 10 5 x 7 [detail], ( 3 ) 8 5 x 7.25 [detail]: 2003 . { 4 ) Steve Purcell fart] and Patrick Siemer [effects 1 . Marter/Pencil/Digilal 

Effects. 2004. (5) Jerome Rantt Sculpt. 5.5* 10 x 1?, 2003. 



























































* 1 1 . J f 


C*?.T 

f t ■'i^ 


© 


motor city 


(1). (?) Bab Pauley, Pencil, 1/ * 11 (detail), 2d02. (3) Bob Pauley. Pencil, 3.75 k b, 2DQ1 (4) Dan Scanlon, (5)Gaiett$heHrew; Pencil, 9 x 5. 2004. (6) Bill Gone. Pastel, IB x 8 (detail*. 20G4. 
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11} Joe Ran ft, Marker. 5 each. 2002. Bob Pauley. Pencil. (2) 10.5 * 7.25 [detail!, 2003:13} 15.5 k 9.25 [Mail], 2003: 14} 6 x 6.5. 2004. {5} 11 * 17, 2003. (£) Ted Mathdl and James. S. Baker 

(8) Steve Purcell; MaikerVPencil, 9 x b. 2DG3. (}) Jerome Rantt, Sculpt. 6.ix 8.25 k 13.25. 2004. 
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Henry Ford, the son of Irish immigrants, bears much 
of the responsibility for America's addiction to cars. 
After founding the Ford Motor Company in 1903, 
he sef about creating a simple but slurdy car lhat 
the average American could afford. In 1908, Ford 
released the Model T touring cor. Although the new 
model appealed to the public, the sticker price of 
$825 was still too steep For most people. 

Ford did rot give up on his dream of offering the 
first "people's car." In 1913, he launched mass 
production of Model Ts with interchangeable parts 
using the First moving assembly line, an innova¬ 
tion that completely streamlined production. This 
enabled Ford to plow profits back into manufactur¬ 
ing, and by increasing production he was abb to 
lower sticker prices substantially. 


The result was the Tin lizzie, so nicknamed because 
the body was built of lightweight steel. The vehicle 
was a great commercial success. Before Ford 
retired the Model 1 in 1927 and unveiled [he 
redesigned Model A, more than 15 million of the 
now-classic automobiles had been manufactured, 

As an homage to Ford's revolutionary car, a Model 

T character named Lizzie appears in Cars. 


Early Radiator Springs: (!) Bud Luckey. Pencil, U.2b x 11, 2QD1. \2) Bub Pauley. Pencil/Marker. B.Za *3.5, 2DQ4. 























Lizzie: Bob PauIsy. (1) Pencil, (3f PenciWMarker; I/k 11, ZOL-3. (2J Bud Luc key, Pencil, U x 11, iOU! Hadiator Springs Town History: <4] Nat McLaughlin, Pencil, 5.b xZ.b each. 20C-2. 
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(1) Bob Pawley, Pencil/Marker. L7xll. 2M4_ (?) Jerome Rantt and Bab Pauley. Scnlpt/Gverla/, 17 x 11. 2D03. Steve Purcell. (3) Pencil. 9 a 5, 2QD4; {4J Marker/Pencil. 9 * 5. 2QM, 














































FlflL Bob Pauley, Pencil/Marker, 17 k 1L each, 2004. 
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(1) (3) Chip FDDse. Pen/Marker. ]7 x B, 2DG4. Jay Shuster. ( 2 \ Pen/Mar *er, 1? ill. 2033: (4) Pencil/Overlay/Digital. 17 x 11. 2DQ4. 
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Ramone: Jay Shuster, Pencil, (1) 1/ x 11 (detail), 2003: (?) 16 2b x 12.2b and b.b x 12.25 |d°tai s| 2003 04. 
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Bob Pauley, Pencil, (!)]/*]! [detail], ?QD2: (3) IS *9.75, 2Q03; (4) 1/ * 15. 2D02. {2} Bob Pauley. Pencil/Marker, 17 * 11. 2m. 

























































































(1). (2). (3) Biib Pau ey. :: encil. 1/ x 1L ItietiilJ, 2C02. (4) Hob Pauley. Pencil/Marker. lQ.ix /.2S, ZQ03. (5), [6) Josh Cooley. -encil/Ma'ker. 9 * i. ?0D4. (/] Max Brace. Pencil/Marker, 9 * 5. 2D04. 
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PIT STOP 




In the 1 390s, when gasoline-powered horseless 
carriages puttered down Woodward Avenue, and 
for many years after, auto pioneers Found all the 
industrial and human resources they needled in 
Detroit. Metal components were forged In the city's 
factories where car bodies were constructed. And 
plenty of ambitious financiers and industrialists, 
creative designers and engineers, and an endless 
a oar force were at the ready. All that had changed 
by the 1 970s, however. Detroit lost its coveted spot 
as the world's leading automobile manufacturing 
center. The city's car manufacturing booms later in 
the century brought about mixed economic results. 

Bankruptcy, urban blight, and suburban sprawl 
have all taken a toll on Detroit's industrial heritage. 
The Pixor creative team noted this erosion when 
lliey toured several of the city's derelict automotive 
landmarks that have fallen victim to crime, arson, 
and apathy. 


"There was so much to earn, even From an old, 
abandoned auto plant/ says Bill Cone. ,f We Found 
that layers and levels of decay spake volumes 
about the history of a place. Decay, dirt, and rust 
have a story ta tell/ 

The Packard Motor Cor Company plant proved 
to bo a favorite site for the Pixar team, who 
paid homage at the sprawling remains on East 
Grand Boulevard. Built in the 1900$, the colossal 
3.5-million-square-foot complex spread over forty 
acres was once a bustling site for one of the last 
independent American automakers. As the creative 
team carefully picked their way through heaps of 
trash, bird droppings, broken concrete, and shat¬ 
tered glass, they found a mile-long maze of empty 
ruins waiting far the demolition crews. The plant 
was a poignant reminder of the hundreds of auto 
mobile assembly plants and thousands aF skilled 
craftsmen who once made Detroit the world's 
automobile capital. 

Today, Detroit is just a ghost of its former self, but 
its memory lives on in the vehicles that were once 
assembled there—cars that are now considered 
classics Far their distinctive style,, shape, and color. 
Pixar drew from this canon of classic cars, model¬ 
ing some of the film's characters after a 1 95 1 
Hudson Hornet, a 1949 Mercury Police Cruiser, 
and a 1959 Chevrolet Impala. 


Detroit Reference Photographs: ley Vj'nre and Bit! "one. zooi. 
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Car Reference Photographs: 3~b I’nu ey. ?afll. 
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bob Pauley, Pencil, (1) ] 6.75 x L1 Idstail), 2003: (5) 16.5 x 10.Vb I detail I 2DQ2; (6) 1D x 3.2b. 2002. (2) Bob Pauley. Pencil/Maliter, b.2b x 6.3. 2003. Q) Rot Gibbs, Marher/Pencil, 9 x b 2D04. (4) Dan Scanlon. Pencil. 9 x b. 2004. 
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Bob Pauley, Pencil/Marker, (1} 17 x 11; (2) 1275 x 125; (3)8* B; 2DOJ. (4) Garett Sheldrsw. (a) JaTes S. Baher : Marker/Pencil, 9 x 5. 2003. (b). (7) Dan Scanlon, Pencil. 9 x 5. 2003. 
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Bub Pauley; Pencil, (1) 12* 9. (5) 17 je 11: 2 DO 2. (2) Jerome Ran ft [sculpf] an if Bob Pauley [overlay], Sculpt/Overiay. 17* 11. 2002. l3)Gaiy Schulti, 
Pencil, ] 7 x 11. 2002. (4) Dave D nl, Pencil, 14 x 11. 2DdD. 
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Save 2D Animation. 

I BRAKE FOR 
JACKALOPES 



Pardon my backfire, 
I eat veggie fuels 



100% ORGANIC FOOL 


(1) James 3. Baker. Marker,■'Pen cil 9 k, 5. 2003. Bob Pauley. Pencil. (2) 10.25 x 10 [detail], (4) 11 x 0 2004. (3) Vvonne Herbs! [graphics] and Btrb Pauley [layoull 

Digital, 2m. (5), (6} 0Db Pauley, Digital. 2004. 
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E3 a c Kgi t) u lid C art: Jay Shuster, Pencil, 17 a. 1J ea:h. 2(104. 




j3 L'i ■i- L . H_u i jb PI p~ .t i-. 

Ixuiii ubjunu M*™ 1 















































































































(©C^Jo'i StnPA^ 



V 



V- 






G€tu»ftAt 5o'^ SeDA^ 



Background Cars: Bob Pauley. Pencil/Marker, 1/x 11 eacl, 20Cb 























































“When we get these thruways across the whole country, as we will and must, it will 




i 





be possible to drive from New York to California without seeing a single thing/' 

—John Steinbeck, Travels with Charley: In Search of America 


Pixar's creative team clearly understood that 
the film’s automobile characters had to have 
locales. Cars need roads. Some of the action 
would take place at a motor speedway, but there 
had to bo roads, too. 

In the early stages of film development, the 
team poured over reference books, catalogs, 
and other publications to learn everything they 
could about automobiles and the roads that 
carried them. They spent hours viewing feature 
films and documentaries about every possible 
automotive subject, including the coming of the 
interstate highway system. 

In the 1950s in the midst of the Route 66 hey¬ 
day—the biggest public works program in the 
history of the nation was launched. The Federal- 
Aid Highway Act of 1956 authorized the use of 
$25 billion to build a system of interstate high¬ 
ways, all forty-one thousand miles designed for 
high speed and smooth access. 


The brainchild of President Dwight Eisenhower, 
who during World War II had been inspired 
by the efficiency of the high-speed German 
autobahns, this vast network of superhighways 
promised to create a slew of new jobs, stimulate 
the economy, and help ease the nation's over¬ 
crowded highway conditions. The emergence of 
these roads, however, would also have an enor¬ 
mous impact on the nation and our way of life. 

Overdevelopment and creeping suburban 
sprawl was already endangering much of 
America's landscape. The super slabs brought 
even more damage as they gashed into cities 
and cut through farms. Highway bypasses 
changed traffic patterns and caused whole 
towns to dry up and disappear. The natural 
environment was ravaged, and the privately 
owned rail system was left in shambles. Entire 
city centers were destroyed, homes and family 
businesses were leveled, and established 
neighborhoods vanished. 


During research trips, the Pixar team saw how 
many small towns and landscapes had been 
adversely affected by the coming of the super¬ 
highways, and they transferred this reality to 
the film. For example, when Lightning McQueen 
hops on the interstate for a cross-country trip 
to California, he travels on a long straight slab 
of monotony built for speed. Later, when he 
gets lost and finds himself on a winding road 
known as Route 66, he gets stuck in the small, 
dilapidated town of Radiator Springs. He doesn't 
understand why anyone would live there until a 
local beauty named Sally takes him on a drive 
to an abandoned cliff-top motel, a victim of the 
nearby interstate skirting the town. As Sally 
points to the valley below, McQueen sees a net¬ 
work of small roads snaking within a landscape 
of beautiful natural monuments. He also spots 
the interstate cutting right through it all. 

"Look at that," McQueen says. "All those cars 
and trucks are driving right by. They don't even 
know v/hat they are missing." 


Background Semi: Pauley. Penci I/M s riser 13 x 9.5, 2032 






















Interstate Storyboards. Ganett Sheldrew, Penci. 9 x a each. 2-02. Interstate Reference PhDtc&raphs: Sab Pau ey. ?0D], 
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Interstate: Anthony Christo 1 * Pencil, (1) 13.5 *5.25:13) 15 * 6: (4) (5) 13 * 10.5. (6) 17 * 12 2004. (2) Anthony Chrislov[axl] and PatrickSiamer 

(effects-], Pencil/Di git at Etlects. 20(14. (2) Bill Cone. Pastel. 18 x 8 Idstail], 2004. 
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Background Semis: Bcb Pauley. Pencil. (1) 15.5 * 10.25 [detail]. {2) 10.25 * 6.5. Q) 17.25 x 11. (4) 10.5 * 4.75: 2002 (5) James S. @aker. MzrkedPencil. 27.5 ill. 20-34 

Truck Sldp: Nat McLaughlin, Pencil. (E) 17 x 11 (detail], (7) 15*9.5,(8) 16.75* 12.25 [detail], (9] 1/ * 10.5; 20G2. 
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Import Racers; (1) “Boflst," Jay Shuster, Pen/Marker. 11.5 >; 7.5. 200^. < 2 ) “Snot Red.’’ Bob Pauley. Marker, 17 x 11. 22 04. (3) "Sntfl Rod. ' Bob Pauley Penui I/Marker, 14 x£.25. 2004. {4} “Wingo. ' Jay Shuster. Pen/Marker, 10 * 8 , 2003. 
(5) "Wingo." Tia Kratter, Digital, 2003. (8) Jay SJiuiter. Pen/Marker, 27.5 x 6.75. 2003. 




















































Import Racer Story boards: (1). (3). (4). (5J. (6). (7) Sieve Purcell. Marker/Pencil. 3 t. 5, 2004. (2) Ted MathoL anJ Br an Fe=. Marker/Pencil. 9*5. 2003. Import Racers: (S) 
'"DJ. 1 Jay Shuster. Peri/Marker. 16 x 10.2b. 2003. (9) "Wingo." Jay Shuster. Pen/Marker. 14.Zi x 10.5, ZdM. (10) '-Boost:' Jay Shuster, Pen/Maiker. 15.5 x 1D.S. ?D04. 
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Interstate Studies: mil Cone, (I) Pencil, 11 25*8.75, 2001; (2] Pencil, 11.25 * 9.2b. 20'] l: (3) Pastel, R5 x 3. 20-12. (Oppss.te) lia matter. Acrylic, 13 x 3.5, 2004. Inler&late Relerence Photograph: (4) Bill Cone, 2GD1 

































































“People say they're tired of driving the interstates. They want to get off the 
high-speed roads and see something else. Young people whose parents and 
grandparents drove Route 66 want to experience the highway. It’s a piece of 
history. The old road has new life." 



In addition to researching the nation s interstate 
system, the Pixar team devoted countless hours 
to studying Route 66, the famous highway that 
may have become obsolete but will not die. 
What they discovered grabbed their hearts. 

"We were all quickly seduced by Route 66 and 
what it must have been like for the many small 
towns along the highway when the interstates 
came along and bypassed them," says John 
Lasseter. "The visual kitsch of Route 66 and the 
picturesque settings also had great appeal." 

It wasn't long before Pixar contacted me. since 
I had written Route 66: The Mother Road. I met 
with John and the rest of the Pixar team and told 
them about the people and places waiting to be 
discovered on Route 66. 

To give them a true feel for traveling the old 
road, I led members of the team on two tours 
along the original Route 66. Both journeys 
were unforgettable. The first trek, in June 2001, 
included John Lasseter and Darla Anderson. 


the film's producer, along with enough artists, 
writers, and creative types to fill a trio of shiny, 
rented Cadillacs. Everyone came well armed 
with cameras, notebooks, sketchpads, and tape 
recorders. The same was true when I led the 
second tour a year later. 

As we traversed the highway, we really did get 
our kicks, just like Bobby Troup promised in 
his classic song, which remains the anthem for 
Route 66. I knew I was in for a good time just as 
soon as we cruised off in our Caddies, headed 
west on a highway spawned by the demands 
of a rapidly changing America. After just a half 
day out on the road. I called my wife, Suzanne, 
and told her I was traveling with people just like 
myself adventurous, curious, and lovers of the 
open road. 

The Pixar bunch enjoyed stopping for little or no 
reason, and that is just what we did. We stopped 
to eat and drink. We stopped to meet people and 
to take pictures and notes and to make sketches. 


We stopped to move box turtles off the pave¬ 
ment, to collect snake skins, to smell wildflow- 
ers, to examine roadkill, to look at the clouds, to 
wade through wheat and cotton fields, to pick 
sunflowers, and to prowl ghostly, abandoned 
buildings for precious road loot. 

We saw natural and manmade attractions and 
magical human and nonhuman icons. We met 
road celebrities, road warriors, and travelers 
from around the world. Best of all. we met hun¬ 
dreds of everyday folks who continue to eke out 
a daily living on the edges of that varicose rib¬ 
bon of concrete and asphalt. 

"There was something about seeing the real 
thing that made those trips so worthwhile," says 
Joe Ranft, a veteran of both research trips. "We 
connected with the people and their towns, and 
we really got it. We found out that life out on 
that old highway is never predictable, and that's 
what makes the journey so much more memora¬ 
ble than just driving down some superhighway 


Fillmore: Bob Pauley Peicil. 16.21s x 10 |detail|, 2004 




















Road Trip Reference Photographs: mil Cons. Boh Pauley. Eben □ si by. and Lee Unkrich, ?0D], 


























































































































or freeway. We found the heartbeat of the 
Mother Road," 

The Pixar team was traveling on a road that was 
once consider ed state of the art hut outlived its 
usefulness because it could no longer handle 
the volume of traffic that gave it life in the lirst 
place. They came to see Route 66, a historic 
highway that is representative of all endangered 
two-lane roads that were left behind because 
of the super slabs. If is a reminder of America 
before our nation became generic and we lost 
our sense of place. Although we cannot get 
along without our superhighways it is good to 


know that Route 66 is still there as an alterna¬ 
tive £d|- those who want to slow down and take 
the pulse of the land. 

"That Mother Ftoad trip was the most memo¬ 
rable one Tve ever taken," says Dan Fogelman, 
a writer who had been working at Pixar for just 
three days before he left for our second tour. 
"Even for someone who makes a living as a 
writer, it's difficult to find words to describe just 
how moving that time out on the old road was. 
Nothing about it was false. Everything we came 
upon was raw, honest, and so real. It felt the 
way America should feel," 


This feeling prevailed for everyone on the Pixar 
team. It shows in the film, as characters emerge 
in settings as real as the people and places that 
inspired them. Much like the Pixar team, the 
film's main character. Lightning McQueen, also 
discovers the value of small-town life and the 
fact that, while speed is exciting, sometimes it is 
good to slow down. 


Route BE: Buck Lewis, Pencil, (]) ] D.2i x 7.25, ( 2) ] D.5 * 7.75; 2D01. 
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Ornament Valley Overview: AnthonyChristov, Pencil. (1) I6.2!>x / 2003; (2) 1/x 11 Idetaii. 2004 
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Landscape Studies: Bill Cone. Pastel, (1) IS x I I. 2QD4; {5| B x 13.25, 2QDI. <3] Anthanv Christov Pencil, a.2b x 12.5, 2004. (4J Bud Luc key. Pencil. 11.5 x 8.5, 2QDI. East Ol Callup, NMi (2) Bill Cone. Pastel, 1? *S.25, 2001. 
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Adrian, TXr (Previous Spread} Gill Cons. Fasts 17 x G 2001. Ornament Valley: Anthony Christ iw[ art'. Gary SnhulLz and SufanneSlatclier [model j Pencil (1) 12 5x9. (2) 10.5 jt 11 

...-:.*v. x. 


( 3 ) ]7 k 9 . 75 ; 2 D 04 . (i) ha ^ratter. Acrylic, 13.5 x 9 ./!), 2 QQ 3 . Hood Ornament Reference Phetograjihs: ( 4 ) bill Crnie, 2 QDL 
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Ornament Valley: (1) Jerome Ranll. Sculpt. 5 x 29.5x 47.75. 2002 (2) Si I Cone. Pericit/Marker. 17 n 3.25. 2004 (3) Jerome RanIL [sculpt] and Si I Cone [overlap. SculplTOverlay/Pencil. 17.25 x 10.25 2004. (4) Nat McLaughlin. 
Pencil, 25x3.75, 20 D4. [5} Jerome Ranft (.sculpt], Bill Coree [overlay], Gary Schultz and Suzanne Slatcher [made I J, Sculpt/Overlay/Pencil, 1/ x 6.5, 20D4. 
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Ornament Valley- Bill Cone. (1] Pastel. 17 x B. 


2DQ3; (2J Pencil, 11.5 *9.25, 2004. Nat McLaughlin. Pencil. (3} 12 x 7. (4) 11 it 8: 2DQ4. 
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Ornament Valley: (1) Bill Gone. Pastel, 20 * 12.5. 2001 Wlllys Butte: (2) Bill Cane. Pastel. 13.25 k 5.5.20(13. (3) Nat McLaughlin, Pencil, 13 x 10.5.2004. 
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Vegetation: Anthony Christov, Percil. Var ous sizes, 20C3 

























PIT STOP 
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Trips down Route 66 spawned many of the kitschy 
locales and character personalities in Cars. Bits 
and pieces of h ighway towns and slices o f life 
straight from the old road would lend their spirit 
to the film. Various personalities encountered on 



ihe two research Idps would give birth to plenty 
ot composite characters. The Film's central settings 
began to take shape, including the mythical lawn 
named Radiator Springs, which was inspired by 
real places and prominent natura. features along 
ihe old road. 

the Pixar team found that the old road still has 
allu re as it winds through a necklace oF towns, 
cities, and enticements along the way. Since the 
highway was created in the 1920s, a curious 
blend o' good, bad, and ugly has littered the 
shoulders of Route 66, New attractions constantly 
appear, but some date back to the road's begin¬ 
nings, and a few emerged long before the highway 
official y existed. 

A sampling of what they encountered includes 
a man who can rotate his feet SO degrees, 


Mickey Mantle's first ballpark, the world's largest 
totem pole, a smiling blue concrete whale, a tree 
filled with pairs of shoes, a round barn, riding- 
lawn-mower races, Elvis Presley's favorite Route 66 
motel suite, a meteor crater, a museum filled with 
barbed wire in an old brassiere factory, ten vintage 
Cadillacs buried nose down in the earth, graves or 
German soldiers, ancient beds oF lava, the ofdest 
house and oldest church in the United States, the 
largest cross in the Western Hemisphere, a steak 
weighing Four and a halt pounds, and much more. 

The food alone was incredible, The team feasted 
on chicken-fried steak, berry pies, sopapillas to 
kill for, and fried onion burgers so juicy it took a 
dozen napkins to sap up ihe grease. We savored 
the handcrafted sandwiches at Eisler Brothers Store, 
the bread pudding a t the Rock Cafe, the F renc h Silk 
pie at the Country Dove, and the scrumptious Ugly 
Crust pie at the Mid-Point Cafe. We devoured Fiery 
enchiladas at Joe & Aggies, sipped sweet cherry 
cider at the Jackrabbit Trading Post, and chewed 
Oklahoma beef ribs as big as a boy's arm at 
any number of places. Every joint wc walked into 
offered nothing that was instant but the service. 

We spent quality time at pie palaces, greasy 
spoons, motor courts festooned with neon, garages, 
meion patches, human and auto graveyards, tourist 
traps, curio shops, trading posts, deserted reptile 
ranches, museums, and bona fide ghost towns. 
Wherever we went, we met the people of the old 
raad—fry cooks, waitresses, grease monkeys, 
wrecker drivers, con artists, hustlers, motel cle r ks, 
bikers, musicians, storytellers, entrepreneurs, 




Roadside Gimmicks Reference Photographs: N) Hob Pauley, 2-001. Gimmick Concept: ( 2 ) Bud Luc<ey. Pencil. 14.5*11.5, ?QD1. 
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dreamers, cops, preservationists, farmers, ranch¬ 
ers, and many others. The team got to know Scott 
Nelson, Dean Walker and the Spooklight, 3utch 
and his mom, Jim Ross, Eddie No Money, the Road 
Dancer, "Doc" Mason, Dawn Welch, Harley and 
Annabelle—the "Mediocre Music Makers," Alice 
and Stanley Gallegos, Diane Patterson and the 
Desert Ladies of Winslow, Delbert and Ruth Trew, 
Mike and Betty Callens, Hilda and Dale at the Blue 
Swallow, and Ange. Delgadillo. All these places 
and the people we met there made for sweet 
memories and also became our best teachers. 

The team learned that, besides the fact that nothing 
is predictable on Route 66, every town and place 
of business has always needed to have something 
special to lure customers and get them to stop. 
Simply pul, "Ya gotta have a gimmick." This credo 
became a popular expression for everyone on the 
road trips. It and other catchphrases, including "Life 
begins on the off-ramp," became part of the Pixar 
team’s mind set when creating Radiator Springs. 




Gimmick Concepts: (1) Nat Mclaugh in Pencil. / x 6.75, 2002. Bud Luckey, Pencil, (2) 12 x /. (3) 14.5 x 11.5, (4) 12x 8 Idetaill, (5) 8 x 7, (6) 67b x 5.5, (/) 13 x 11.25; 2031. 
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Motor sports and Route 66 the two worlds in 
which Cars takes place—did not evolve over¬ 
night. Neither did the movie. As John is fond 
of saying, "Pixar films are never completed; 
they're just released." From the beginning, John 
wanted Cars to be authentic, to be as real as the 
cars, places, and people they were researching. 
As the harvest of field research started coming 
back to the studio, it was evaluated, sorted, and 
carefully culled. This research material included 
thousands of still photographs and sketches 
and an abundance of video footage. In the same 
way they might assemble a complex jigsaw 
puzzle, the team, using cutting-edge technology, 
arranged and rearranged all the fragments and 
pieces until patterns and ultimately some sort of 
definable picture began to emerge. 

It was decided that Radiator Springs would have 
a high-desert look and feel, similar to the Mother 
Road country between Gallup, New Mexico, and 
Kingman, Arizona. Once the setting was selected, 
various artists continued the research and made 

Mater: Bob Pauley, Pencil, lb.b x 9.2034 


countless trips to Nevada and other desert locales. 
They wanted to learn even more so that Radiator 
Springs and the surrounding landscape would 
be as believable as the characters living there. 

"We had to turn pencil sketches from previous 
trips into three-dimensional objects," explains 
Eben Ostby, supervising technical director. 
"That's why we drove out into the desert to see 
how the hills and cliffs look and then figure out 
just how we could capture their essence and 
make it all work in the film. Wc also drove down 
old highways just like Route 66 and through 
towns like Radiator Springs—towns with broken 
neon and peeling paint that time forgot." 

"One of the main objectives of lighting is to 
understand the quality and brightness of light, 
so we went on desert trips to study that light 
at different times of the day," says Director 
of Photography Jean-Claude Kalache. "Since 
most cars have reflective paint, we paid infinite 
attention to the way light worked on these sur¬ 
faces. Every detail needed to be weighed and 
considered." 


Director of Photography Jeremy Lasky and 
Shading Lead Chris Bernardi teamed up with 
other production team members and went to yet 
more auto races to pick up important details of 
the track, the cars, and the people. They also 
traveled a long stretch of Route 66. 

"John wanted the characters to have definite 
personalities, but still be cars," explains Lasky. 
"That’s why the research trips provided us with 
a huge advantage. It was so good to actually 
know what it is like at a car race and get a feel¬ 
ing of being out on the old highway." 

Other details studied by the teams include sign¬ 
age, neon, roadside architecture, commercial 
archaeology, and the vernacular landscape. 
Samples of desert sand, dust, soil, and road- 
surfacing material were tested and studied. When 
work crews resurfaced the city streets in front of 
Pixar's sixteen-acre campus, team members took 
copious notes and photographs. Everything to do 
with cars had to be learned, and learned well. 
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Ornament Valley 




Drive on in and 

Stay Awhile! 




Unique Rock Formations Fine Fuel 





Radiator Springs 

U.S. 66 


COURT HOUSE 
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Curio Shop Souvenir Postcards; (1). (5) Chris Beruardi. Craig Foster, Tom Miller. David Monrer, and Suzanne Slatclier (2). (S) Craiy. Foster, Wike Krunimhoefener, and Keitlr Slidiweh 
(3| Craig Foster, Sangwoo Hong, Ana Lacaze, Gary Schultz, and Athena Xenakis; {4} Cars iKhmcal Crew and Craig Foster; {6J Craig Foster; (?) Mark Adams. Marc Cooper. Craig Foster, and 
Tun M liar, (it) Craig Foster. Sangw&oHflng, Ana Lauaze. Dale Ruffs la Suzanne Slatslter, anil Athena KenakrS; (ID) Craig Faster. David Munier, and Suzanne Catcher ill) Marc Cooper 

Craig Foster, MikeKraramlioefener, Brandon Onstott, and Evan Ponturiero; (1ZJ David Batte, Craig Foster, Christina Garcia, and Cary Schultz; Digital, 2DQ5. 
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Radiator Springs Billboard: John Lee Ipaintj and Bob Pauley and Hat McLaughlin (layout J. Gouache, 3?x 11,2004. 
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Radiator Springs Concepts: Bud Luckey, Pencil, {]> 1 jf x ld. 5 , ( 2 ) ID .5 s 6 . 5 , ( 3 ) 11 x B.i; 20 G 1 . 
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Storef rents an J Sicnate: Nnt McLaughlin, []) Pencil. 12 x 7./b, 20D3; [3J Pencil, 1/ x 10.75, 2D04. ( 2) Nat McLaughlin |owrlayJ and Jonathan Paine [model], Ounarl ay/Pen c il/D i gi t a I a 1575 x 9.75, 2D(H_ 
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Radiator Springs: Dill Cone. Pastel, 9.5 x 125,2D0Z 
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Radiator Springs: lia Krattsr. Acrylic, 10.5 *5.25, 2003 
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Downtown: (1) Hue Luckey, Pencil. ] /.2b x II, ?QP], {2) Us I son Echol loverlay], Mark Adams, Ssigwoo Hong. Chris Sanchez, and Gary Schultz Imccell Dver.ay/Pencil/Digital, ?b.b x 10.5, 20Q4 
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Store Signs: [1) Jay Shuster. Pan/Marker. 6 * 7. 2004.12f Nat McLaughlin Pencil. 9.25 x 5.75. 2004 t3) Nelson Bohftl. Pencil. 4.25 x 0, 2004 (4) ^lat McLaughlin arid Ellen Moor Leefgraphicsl. Overlay/Pencil/DigiLal, 15 25 x 10.75. 
2004. Net McLaugilin and Ellen Moon Lee 1 graph let J and Nelson Be hoi llayautl. (5) Overlay; Pencil/Digital. 11.5 it 9, 20 D4; (71 Pencil, 17* 11,2004. (t) Bill Cone, Pencil. 3.5 *6.5. 2 DO-1. 
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Stanley Statue: Nat McLaugh in Pencil. (1) 16 b x 11. !2) 10x 8,/5, (3) 14.25 x 10,5. (4) 12 x 10.5; 2004. 
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Mater's Ju iikyard: Nat M^LaughJin. Pencil, 15. 75 k B.25 2D03 







































Mater's Junkyard: Bud Luckey Pencil. {II 6.b x 10. (3) 12 2b x 1/.25; 2001. (2) Nat McLaughlin, Pencil, / 2b x 10.2b. 2004 
















Cozy Cone Miscellany: <11, (2), f3>. (4) Jay Shuster, Pen /Marker, 1 / x 1 1 Icetnill. 2m. 
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Cozy Cone Motel: (1) Garett Sheldfew. Pencil, 9 x i each, 2\i04. Jay Shuster, [2) Psn/’Marker, G.25 *9.75, (3) Martker/Penci I/Digital. LI * 1/; ZOE'Z. 

























































































































































































Cozy C on e Office: Jay Shuster. Pen/Marker, 1? * 11,(1), (3) 2002; (2) 2m. 
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Caution C out Gags: Jay Shuster, Pen/Msrker, (]) ] 7.25 x 1 ] .25. <Z] a.74 x 11; 2Q04. 





























































































































































































































Courthouse Paintings: (1} (2) John Lee [paint] and Mat Mela ugh in ^layout!, digital. 2005 Courthouse; Na( McLaughlin. Pencil, (3) 17 k 11. 2002: 
[A) ID. 75 x 5.75. 2003; (5) H.5x11, 2002. (b) 3ud Luckey, Pencil, 15.25 x 10.25. 2001. 
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Curia Slmp= (1) Brian Fee, Pencil. 9x 5 r 2DQ4. (2) Nat McLaughlin. Pencil. 17 x ]1, ZtlOi. (3) Steve Purcell, Pencil, 17x11, 2005. (4) Eller Moon Lee, Digital. 2004. 
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126 building a world 




Curia Shop anil Signage: (]] 132b Pauley, Digital, 201;]. (2) Ellen Moon Lee. Digital, 20114. Nat McLaughlin, Pencil, {3! /.b x 10.2b, (-1) 17 x 11: 2003. |bi Ellen Moon Lee and Andy Crsytus. Digital. 200-1. 
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Flu's Cafe: Bud Luckey. Pencil, (1) 10.5* 5.25, 2GD2 : (5) IG.b* 6.25. 2001. (4) Jay Shuster. Pen/Marker. 17 x 11 (detailI. 2002. Cafe Reference Phutogra|ih: (2) Bill Cane. 2001. Cale Signage: {3} Ellen Moon Lee, Digital, 2QD4. 
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Flo's Cafe: (]) Nat McLaughlin, Pencil. 1 i * a.5, 2m. (4f Jav Shuster. Pen/Marker. 17 *11, 2m. C afe Signage: (2), (3] Ellen Moon Lee, Digital. 20D4. 































































Flo and Ramo lie's ho u&e: Nat McLaughlin. Pencil. {It Lis 5, 2QM-, (2) 1? x 11, 2m. Ramon e's Shop: (5) Jay Shuster, Pen/Marker, l/x 11.2004 
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In 2000 Pixar reached out to Dave Deal, one of 

the foremost car artists whose work has spawned 
a generation of fellow automotive cartoonists and 
illustrators. ‘'Big Deal/' a nickname Dave picked up 
in the Marine Corps, was delighted wnen he was 
asked to visit the studio. 

"I heard all about their plans from John Lasscler 
aind a bunch of others and then [ showed them my 
portfolio/' recalls Big Deal. "'They devoured ii, and 
when we finished I realized it was one of the best 
meetings I'd ever had in my life. I was honored and 
I think we all clicked because John really wanted 
bel ievable cars. Since I'm both an artist and a pas¬ 
sionate 'wrenchhead/ when I draw a car it may be 
cartoony, but it looks like a car." 

Big Deal not only contributed his fair share of ton- 
ceptual artwork to the fifm but also held a workshop 
at the studio to leach the storyboard artists how 
best to draw an automobile. 


"I had a large room filled with very talented people 
watching me at the drawing board," says Dave. 
"Most people who want to draw a car in perspec¬ 
tive start by drawing a box and then sliding the 
car in so they end up with a rigid drawing. I don't 
approach it that way, but I had them start by draw- 
ing a Ford and a Porsche In boxes." 

The resulting Fords looked like bars of soap or 
shoe boxes, and the Porsche* certainly didn't look 
right. Then Dave nad the artists draw the same 
cars inside circles. Now the Porsche* appeared 
rounded, like mangos, 

"So I drew a mango/ explains Dave, '‘and I put 
in some shadow an d added a couple of fenders 
and a winds hield and made the tiros hang down 
like they were grabbing the road. It was a wacky 
little Porsche, but it had gesture and correct detail. 
At that point everyone in that room stood and 
applauded, t was an epiphany. They saw it was a 
new way to draw," 


Charade r C one epis: (1) (2] Dave Desk Pencil, M x l ]. 20(10. 













Character CuticeplS: (1). (2], (3) Dtve Ceai. Pencil, 3^ k 11, 2000. 
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DOC'S Clinic: Nat McLaughlin, fI^ Pencil, J?x 11, 20E3: (2) Pencil, lb.5 x 11.75.2DG4; (4) Overlay/Pencit, 14x3, 2QD3. Diplomas: (3) Ellen Moon Lee, Digital. 20D4 










































































































Luigi's Tire Stiflpr (1) Jay ShusLer, Pen/Marker. 11x17 fdetaill. 2002. Bull Luckey. Pencil. (5) 11.?5 X 0.5 [detail], 
(d)ll 1 8.75: 2D01. Signage: Ellen Mddh Lee [graphics] and Bill Cone [layout:. \ 2 ) Pencil/Digital, 8.5 x 11; 2003. 





































































































































































Fillmore’s Dome and Property: (1) B'enda Chasman and Mathew Luhn. Varker/Pencil, 17 x 11.2004 (2) 8ud Luckey. Penc‘l, 8 75 x 11.25. 2001 

(3) Jay Shuster. Pen/Marxer, 16.2b x 10.75, 2003. Nat McLaughlin, Pencil, (4) 7.75 x 9.5, 2003: (5) 14.5 x 7 5, 2004 
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The Wheel WeH Motel; (1) Anthony Christttv[iwe- r layl arid Suxanne Statelier [modell, Qverlay/Pencil/Digilal, 11 x 775. 2004 (2) Nat McLaughlin, Pencil, 1675 x 10.5. 2004. (3) Bud Luckey, Pencil, 6.75 x 11. 2001. 

Frank the Combine: J ay S'mter Pencil. (4] 1375 x /, (7) 14.25 x 9.75; 2003. Trader: lay Shuster. Pencil, (5) 11 x 17, (6) 10.25 % 10.25; 2003. Tractor-tipping Storyboards: (9) Dan Scanlon, Pencil, 9x5 each, 20D3. 
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Film Color Scripts: (Pages 144-47) Bill Cone, Pastel, Various sizes, 20D4-05. 













































































































Throughout the development of Cars , the 
team analyzed story line, character arcs, and 
settings to monitor how it would all fit together. 
Storyboards were constantly being dr awn r lay¬ 
outs and character models changed, dialogue 
rewritten, textures refined, voice talent consid¬ 
ered and booked, and options eliminated, 

' We never finish one of our films early," laughs 
Bud Luckey, development artist in the initial 
stages of Cars. "There's always something that 
can be changed and every time the film gets 
better and better.' 7 

That's definitely true, since several of the team's 
test rides ended up snarled in detours or on 
dead-end Irails, Some characters who were 
dropped included Mr, Windshield, the Radiator 
Springs optometrist who sold windshields; a 


well-meaning but ineffectual town mayor; Carl, 
McQueen's dsceitful backup car; and a racing 
crew chief named Rusty Fenders. Several scenes 
also ended up on the proverbial cutting room 
floor, such as the town sheriff singing "Hot Rod 
Lincoln" in a "caraoke" joint, and a road race 
known as the Radiator Springs Grand Prise, 

Characters thal did make the final cut wore bom 
from the teams' encounters with the many 
people they met at racetracks and out on the 
open road, The hilarious Mater is a good exam¬ 
ple. He is a combination of a half dozen people 
from the fast and slow lanes, deftly blended to 
make a bumbling but lovable tow truck. In fact, 
Pixar even modeled a character named Sheriff 
after me. He is a 1949 Mercury police cruiser 
who enjoys telling stories about his beloved 
Mather Road, 


Reworking ihe script and the many steps in the 
animation process lakes lots of time, but the 
final product makes it all worthwhile. 

"We never shortchange the story development/' 
John Lnsseter says. "At Pixar, the story drives 
everything. Throughout a film's production we 
are constantly reworking the story again and 
again until wo have a film that wo want to watch 
with our own families," 


Early Mayor Character: Dave Deal, Pencil. 14 x 11. ZOOth 
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Mr. Windshield's Shop: (1) B .Id Luc key. Fenctl/Maiker. 1 6.0 x 20D3. <3| Hill Cone. Pencil, lb.5 x 7.2S, 2DG3. Mr. Windshield Design Guide: \ 2 ) Bill C:ne. Digital, 20D3. 




























































































































































































Haunted Graveyard: (Opposite) Bud Luckey. Pencil. 1D.5 x 3.5, 2001. Guett Shetdrew. (1] Pencil. (2) Pencil/Digital, 9 k b. 2DQ2. [ 3 ] Bud Luc/ey. Pencil, 11 * 8./5. 2D01 















At Pixar, the filmmaking is a team sport. For 
Cars all of the players spent countless hours 
researching the worlds in which it would 
take place, lending to the film's detail and 
authenticity. 

'When you sec the passion to get everything 
right that seeps through all our different depart¬ 
ments. it just makes everything we do even 
better," says Shading Art Director Tia Kratter. 
"Making a computer-animated film is not only 
challenging but also slow and laborious. So 
besides passion, it's good to have plenty of 
patience." 

All of the time and research, however, only 
served to help them reach the ultimate goal of 
crafting a memorable story and believable char¬ 
acters. When you see this film, you don't see 


the research. You feel like you are a part of the 
crowd in the bleachers or a member of the pit 
crew at the racetrack. You meet characters that 
are endowed with the same idiosyncrasies, foi¬ 
bles, fears, courage, humor, and resiliency that 
can be found in everyone. You get to know what 
it's like to be out on American's Main Street, 
where nothing is predictable. 

"It was a long time coming, but another dream 
has been realized," says John Lasseter. "I 
believe the heart of our story is the importance 
of living one day at a time and making that day 
a masterpiece." Cars will appeal to fast-lane 
travelers as well as those who prefer the slower 
pace offered by roads like Route 66. No mat¬ 
ter which path you take, make the best of your 
time. Enjoy the journey. 


Character Lineup: Steve Purcell, Pencil. 9xa detail) 2003. 














Lightning McQueen: Paul Aidiela. Yvonne Herbsl Andrew Schmidt, and Colin Thompson. Hater: Glaum Kim, Mike Krummlioefener, Bob Mayer, and Torn Sanotki 
Sail/: John Lea, Bob Moyer. Andrew Schmidt, and Sajan Skaiia. Dae Hudson: Paul Aichele, Yvonne Herbst. Thomas Jordan, and Andrew Schmidt 























15m Ihc Finish line 
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Flo: Jamie Frye, Ben Jordan, Michael Kilgore, and Andrew Sc I’m Jt Ram one: Jason Bickerstaff, Glenn Kim. and Colrn I hemp son. Luigi: Paul Aichele, Jamie Frye. Ben Jordan, and Bab Moyer. Guido: Jason Bsckers-talt, f vnnne Herbst, 
Guide-Qua rom and Andrew Sol)midi. SargO: Mike KruimrihoeJener. Sajan Sharia, Colin Thompson, and Bert Se^ry. Fillmore; Patrick Guenetle Yvonne Harbsl, Andrew Sehunidl, and Sa|an Skaria. Red; Mike Krumnihoefener. Bob Moyer, 
Japeth Pieper. and Tom Sanochi Sheriff : Paul Aichele, Patrick Guenette, Japeth Pieper, and Andrew Schmidt. 
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This gorgeously illustrated book is an insider's view into the artistic 
development of Cars, the newest film from Academy Award’-winning 
Pixar Animation Studios. Within these pages are hundreds of character 
designs, fascinating storyboards, full-colot pastels, on-thc-road snapshots, 
and detailed notes horn the director, production designers, and aitists. 


































































































































































































































































































































































































































































































































































































































































































